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Allegory Of Prudence, 2016

Abstract

This thesis document is a compilation of personal essays that analyze aspects of visual
culture and philosophy. I am greatly interested in how this analysis is related to women
bodies; the nude in western art has a long history of being constructed for the male
gaze. This significance of the identification of women with the body exposes women in
our culture to learn their own particulars for self surveillance. By looking into the mirror,
what is reflected back? With these essays, I am opening myself to the unknown and the
unknowable, revealing the paradox of feminist and philosophical scholarship. When
using emotions, senses and intuitions they can be used to partly express reality, but
seemingly it cannot be used to totally grasp it, only scratching at what lies beneath the
surface.
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The Woman That Never Was, 2015

Introduction to the Material

Ceramics is one the most ancient mediums for human expression, it serves as
an extension of our bodies as it is and we are made of the earth itself. Those who work
in clay follow an enduring, global tradition which yet remains fresh and exciting in the world
of contemporary art. Clay is an intensely intimate material; there is something about
clay and fire that evokes a form of primitive self. It activates a visceral sense of pure
intuition, giving the maker the freedom to navigate an internal reality. This intimacy
creates a dialogue from the artist to the viewer. Ceramic art’s tactile nature records the
fleeting moments in time and space by encapsulating the energy of the makerʼs hand
sweeping across the form. This idea of exhibiting touch, gives the the viewer the ability to see
how they were made. I highly regard this aspect of clay and it promotes a deep respect for
looking and thinking.
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What is a Medium?

A basic dictionary definition of a medium, “is an agency or means by which something
is communicated or expressed”1. So by this statement a medium could be considered writing,
images or verbal transmissions of ideas. In a “post-modern” discourse a medium can be
divided into several organs of contemporary society that function in interconnected ways. At
first glance it can be divided into two categories: the more scientific, rooted in sociology and
communication media theory, or by the more metaphysical theory, emerged out of literature
and philosophy.
In this new information age, we tend to disregard the contextual theories of the self
and try to rationalize existential theory by turning to a more scientific anatomical dissection of
“reality”. In actuality, they are symbiotic, one always requiring another for the progression of
thought, culture, and technology.2
Marshall McLuhan states that the message of the medium undermines, subverts and
shifts every individual message using the medium.3 So what can be determined as a medium?
The medium’s own message is nothingness, pure noise and the functions of the subject is to
coordinate this chaos into a unity of thought.4 Speech can be seen as the most immediate
medium, as a form of expression and communication, as it instantly hits our sensory organs.
The medium of language has always functioned as a form of passing down knowledge, may
it be through a semiotic fashion or simply by story telling. The message is always obscured
by infinite webs of interpretations of the original so, naturally, the message is carried away by
individual experience and desires.
Speech lacks the archival authorization that writing provides, thus this “knowledge”
eventually becomes mythology, bleeding into a realm of obscurity and is eventually reduced
to folklore.
1
2
3
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With the medium of writing, a hieroglyph is used as a tool that could abstract or
serve as record of actual events. By using a medium such as writing people were able to
connect with other ages, with the past and the future. People were able to tie experience and
knowledge of the past to the present through narrative and store knowledge of the present
for the future. Writing authorizes the spoken word to leave the body, and to briefly be stored in
a medium and then to be absorbed into another body upon reading.5
Images can be seen as an even more menacing power, as it is the medium of cognition,
and is a product of perception. Image perception, is a symbolic act that is guided by cultural
patterns and pictorial iconographies. They are created as the result of personal collective
knowledge and intention. We live with images, we comprehend the world in images, and we
are, in a sense, rendering out our own internal images on a daily basis that connects with the
physical production of external pictures that we stage in the social realm.6
Hegel famously describes the outcome of the fight between two self-consciousnesses:
one dominates, the other becomes the servant. The servant gives up on their own desires
and begins to serve the desires of the master. Thus the servant subject becomes reduced to a
object, an instrument, and serves as a malleable medium for the realization of the desires of
the master subject.7
From this perspective we are not the masters of our images, but rather at their mercy:
they colonize our bodies, so that even if it seems that we are in charge of generating them
and, even though society attempts unceasingly to control them, it is in fact the images which
are in control.8 Therefore, the servant subject can never put themselves above suspicion of
corruption revealing we are “worked” from the inside out by anonymous materials.
More disturbingly, the changing nature of being is becoming more of performance: the
notion of “human capital”, the monetization of social networks, the obligation to “curate” and
present the self, and to satisfy this “experience economy”. Presented to exchange, the value
of human “assets”, so that the once sovereign values of self, experience and memory have
become contingencies of the market.9 In this case, the subject becomes the medium of the
media: the messenger that transmits the message of the media instead of transmitting its own
message, essentially becoming a medium that makes it easier to the workings of the media,
making it visible, observable, phenomenologically accessible.10
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In an increasingly interconnected, shrinking world, it seems we still cannot bring
forcibly to our attention the corrosion of the illusions of autonomy always aiming for control
and planning our selves and society.11 So what can artists do to disrupt this cycle of vision and
control? The artist can use their artistic creativity as a “medium” to disrupt the media by doing
art that involves mimesis. Mimesis plays this trick of dancing between the very same and the
very different. It registers both sameness and difference, of being like, and of being. Creating
stability from this instability is a seemingly impossible task for the artist, but only then, the
medium can become visible.12 There is a tendency to forget that we can only see what is
shown to us. For when it becomes visible only then the “other” can see some actuality of their
existence becoming a subject.
Crippling the illusions of social constructions bring about enlightenment.

11
12
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Early Work

Into The Looking Glass
Rome 2014-15
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The Mirror Reflected: Fragmented Feminine
For many cultures its visual aspects such as pictorial images, signs and symbols are the
most powerful and complex modes of transmitting cultural narratives. What is seen is only the
surface of the unseen systems of meaning at work — in pictorial descriptions and in writing,
both are comprised of the signifier and signified. As in the iconic forms of signification, the
seen is aggregated with the unseen, making it difficult to distinguish. The seen is considered
evidence, truth, the real, as sight establishes a subject relation to reality in which our visuals,
such as looking at an object is seen as ours and ours alone. This differentiates vision from other
senses, such as the tactile and auditory functions, which are more of a subjective relationship
between subject and object. Visual culture gives us a false sense of autonomy where we can
distance ourselves giving a sense of separation to the spectator. This has resulted in a subtle
evolution of the structuring of subjectivities with the consequences of the representation of
sexual difference. 1
Feminist exploration into visual culture aims to unfasten the binaries of gender and
sexuality in visual representations. Feminism disrupts the system that reproduces stereotypes
in such repetitive and damaging ways. It aims to understand the relationship of thoughts to
fantasy, to our emotions, representing our interior understanding of consciousness in relation
to our exterior form.2 Through the lens of semiotics, this investigation has revealed plenty in
regards to how language and its biological biases communicate the nature of imagery and
its everlasting social effects.3 Semiologists assert that there is no fundamental value to what
we know, only a general understanding contracted of word and images operating through
a system of binary difference. Through the semiotic, we understand that knowledge is
gained through patriarchal framework that is not neutral but informed by the asymmetrical
imbalance of power inherited within that system of vision. True meaning is not fixed but fluid,
always changing and in motion and as a result, it is contradictory or inconsistent, revealing a
paradox of existence.
In visual culture, a woman’s experience, rather than offering a subjective mode of
interpretation that offers a clear reflection of a defined social order and hierarchical structure,
1
2
3
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is more like a distorted carnival mirror, in which we recognize what is depicted but it does not
necessarily correspond to how we see ourselves, leaving the body in a state of division and
incompletion.4 Both Lacan and Freud assert that the ego is doubled, split in two, between the
interior as the projection of the surface, and the exterior as the corporeal surface.5 However,
this idea of divided subjectivity can be linked to Hegel, with his master/slave dialectic.6 The
ego exists as the mediator between external and internal experience: the divide between
self and other, and the denial of this divide is what is necessary in order for the subject to
represent itself as a unified whole in order to maintain identity.7 Luce Irigaray writes about this
state of incompleteness in relation to women as the “other,” which is a state of non-being:
“Woman, for her part, remains an unrealized potentiality—unrealized at least for/by
herself. Is she, by nature, a being that exists for/by another? And in the sharing of substance, not
only is she secondary to man but she may just as well not be. Ontological status has her incomplete
and incomplete-able, she can never achieve the wholenesses of her form. Or perhaps her form
has to be seen—paradoxically—- as mere privation: But this question can never be decided since
women is never resolved by/being, but remains the simultaneous co-existence of opposites. She is
both on and the other.”8
This evokes an intense searching for an identity that will never be defined, but its
fluidity evokes a maximum number of possible future identities to exist.9
Though it is seemingly impossible to reflect upon this constantly shifting internal
image, I am interested in the radical place of in-betweens and movement. This is where
the body seems to morph, when it is motion, I am trying to capture this fleeting moment
in time and space that cannot be seen unless through an apparatus, in this case, a camera.
The morphing body also represents the changing of femininity to suit the present “image”
of women, it is the moment where a woman becomes another woman through fragments
of the female self being passed on through time. By turning inside to outside, it exposes
the superficiality of the face as a changeable mask, revealing that the corporeal is just a
changeable surface and does not reflect the eternal. It is what is underneath the mask, this
externalization of the interior that reveals something, something that is hidden, an invisible
dimension of self identity.10 The multiplication of the female form serves as a metaphor for the
4
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metamorphosis of femininity, the transformation of women over the centuries, from being
whole to incomplete beings.11 This work re-examines questions between the distinction of
biology and culture, by exploring the way in which culture constructs the biological order in its
own image.12
This fragmentation of the female self in an art historical image reveals the symbolic
fragmentation of ideal beauty is a conceptualization by male artists; it is a political and
aesthetic act, in that each fragment participates in the demolition of past traditions that were
traditionally upheld and valued and are now being scrutinized.13 This artistic work is always in
the process of emerging from or on the verge of slipping back into the material, resulting in an
nonconformist figure that is opposed to the finished and the polished. My work exhibits the
cost of inhabiting the female body: it is an existential dilemma that deals in the real, which is
not imagined feelings, but it is drawn from the catharsis of dramatic emotional experiences;
thus, articulating the difference between inhabiting a female body and looking at it.14 The
fragmented body has long been rooted in surreal, in that these bodies shed skin, ooze,
vertebrae protrude outside the flesh, the body breaks out from its allotted space from which
a new life springs. Arms and legs dissolve or have been broken off, but the fragments saved to
exasperate the resistance to wholeness that she is denied. It speaks of the segmentation of the
body and to the female body as the site of division.15
When women artists tamper with epistemological truths such as the positioning of
the real above the ideal, she performs an undoing of the ideal feminine beauty in art.16 This
strategy of unravelling feminine truths through mimicry of the ideal, makes the unseen visible,
and ultimately disrupts this singular notion of a “correct femininity” that has both the potential
for creativity and destruction. By respecting the complimentary nature of difference, women
can form a sisterhood that has the possibility of accommodating differences between women
through dialogue. Even when a woman’s mode of self representation in relation to another
woman can be steeped in misunderstanding, it points out that commonalities between
women are always in flux and temporary.17
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Into The Mirror: The Masquerade
“Women have served all these centuries as looking-glasses possessing the magic and delicious
power of reflecting the image of man at twice its natural size”1
					-Virginia Woolf
Virginia Woolf uses the image of the mirror to describe the absence of women from
historical and cultural production. Still, the process of looking for ourselves has revealed
something of the workings of this apparatus.2 Luce Irigaray also uses the analogy of a
mirror in various forms, particularly, as a flat mirror which is faithful, polished and empty of
altering reflections, confirming the male order of the singular.3 The mirror can be seen as a
metaphor for how regimes of representation are constructed for a male subject spectator, for
whom the coding of visual representation offers transcendence. This illusion of singularity
or centrality is contradictory to the multidimensional experience of reality.4 As women,
we fashion and refashion ourselves through these encounters with the mirror, which can
provide only fragmentary mis-recognitions that are conditioned to accept and emulate.5 As
man is confirmed through his never changing status in the mirror and by her ever changing
accommodation for his image to remain whole, the representation of ‘woman,’ which he
has constructed, functions for his subjectivity. It is the paradox of the reflected mirror that is
not a reproduction of ‘the same’ but as a representation.6 Nietzsche also observed a similar
consequence of women’s relation to the mirror:
“Women are unable to find depth of their surface. Like actors they reflect forms not their own,
merely repeating themselves according to an image provided by others. Submission results in
the constitution of shame. Calcifies because submission collapses the difference between her
appearance (Surface) and the concept of her unfathomable depth”.7
This struggle for mutual recognition is not the battle between the sexes but a battle
1
2
3
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between two equal self-consciousnesses, both of whom have invalidated the significance of
their embodiment. As the concept of man and woman are unstable, neither complementary
or opposite, it leaves behind an acute asymmetry. Women have negated their difference to
preserve their embodiment, as his desire to kill the other is replaced by a desire to dominate
the other.8 Women are not simply excluded from an ethical life nor is she confined to the
realm of the ineffable.9 The body is seen as a sign of the self, that always seems to view itself
as independent from others, but like any sign, it only exists in relation to another. It is the
enigma of the mirror’s symmetry: that the representation of ‘woman’ is not the same as him
but as his place of origin through his relationship with the (m)other.10 Lacan confirms this with
his essay on the mirror stage. He articulates the complexity of one’s link to the body and to its
relationship with psyche, in that, when we depend on the perception of oneself via a reflection
in the mirror. The image is then confirmed through the feedback from the mother resulting in
a loop where ‘she’ has to be defined by him in order to maintain ‘her’ relation to sameness and
by being the ‘other.’11 At the same time she reflects his ‘sameness,’ in this, women have become
his inverted mirror image. If she were ever to be recognized as ‘different’, becoming a woman
subject, his ‘subjectivity’ would be in jeopardy.12
With this statement, the female body only exists for another, that is, it exists only in
being acknowledged.13 In Hegel’s analysis of habits he places the body as the site of one’s
specific ethos. As a sign of self, the body is always already socially constituted or transformed
as it is invested with meaning and value.14 While the body serves as a reflection of a social
structure, not all bodies have the same shape or develop the same habits and capacities.
Through the lens of Hegel’s ethics it reveals that women’s bodies are the ground for the
material construction and exchange of equivalences between men.15 If femininity is congruent
with that of male individuality, then this suggests that women are constituted by default
through the suppression of the representation of her own difference.16
With these revelations is there no hope for genuine female authenticity? If we are
just inverted reflections of men, what can we do as female artists to disturb this apparatus?
8
9
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How can we discuss this divided self? Can it be described, explored, and reconstructed?
For feminists, the mirror apparatus enables the deconstruction of the classical realm of
knowledge.17
Deconstructionists, such as Luce Irigaray and Jaques Derrida, identify the radical
possibilities of deconstruction is to reconstruct, to dissolve, or to oppose traditional binary
distinction. It is a critical practice of playing with ideas and thus destroying convention and
giving representational form new thoughts.18 Derrida reflected on the possibility of a less
discriminate sexual difference beyond binary difference with this observation:
“I would like to believe in the multiplicity of sexually marked voices. Mobile of non-identified
sexual marks whose choreography can carry, divide, multiply the body of each ‘individual’, whether
he is classified as ‘man’ or as ‘woman’ according to the criteria off usage.”19
With this statement, sexual duality is not just outside the bodies of women but with
men as well, women and men bear the same burdens of social structure.20 Derrida provides
a way of rethinking common conceptions of politics and struggle, power and resistance,
but insisting that no system, method, or discourse can be as all-encompassing, singular and
monolithic as it represents itself to be. Each is inherently open to its own undoing. Its own
deconstruction is not imposed from outside a discourse or tradition but emerges from its own
inner dynamics.21
The mirror functions as an action at a distance, and is defined philosophically as the
idea that one body can affect another without intervening the mechanical link between them.
The bodies are separated by entry into space yet when one moves so does the other. Woman
is still moved by male desire in that women are only changeable to the extent that man’s
interpretations move her. Woman’s unfathomable changeability is similar to the Dionysian
experience described by Nietzsche Twilight Of The Idols:
“The entire emotional system is alerted and intensifies: so that it discharges all of its power
of representation, imitation, transfiguration, transmutation, every kind of mimicry and play-acting,
conjointly. The essential thing remains the facility of metamorphosis, the incapacity not to react (in
17
18
19
20
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a similar way to certain types of hysteric, who also assume any role at the slightest instigation)…
[The Dionysian individual] enters into every skin, into every emotion; he is continually transforming
himself.” 22
This kind of changeability is creative and Nietzsche ties it to a feminine disposition of
dissatisfaction and mimicry.23
“Would a women be able to hold us (or, as they say, ‘enthral’ us) if we did not consider it
quite possible that under certain circumstances she could wield a dagger (any kind of dagger)
against us? or against herself—which in certain cases would be a crueler revenge.”24
As man’s self-image depends upon women conforming, be it in submission or at a
distance. It is the image that man has constituted for himself. If a woman does not conform to
this image she effectively wields a dagger against his notion of self. That women can wield the
dagger, suggests the possibility of non-conformity, the possibility of artistry.25 The question
is, can feminists on both sides of the spectrum see a world that takes that “magic delicious
power,” which Woolf suggests women have perfected through the service of man, and turn it
inward to reflect the figure of women not double but just its natural size?26
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Wielding Daggers: The Female Uncanny

It is a woman’s countenance divine
With everlasting beauty breath there
Which from a stormy mountain peak, supine
Gazes into the nights trembling air.
It is a trunkless head, and its feature
Death has met life, but there is life in death,
The blood is frozen—but unconquered nature
Seems struggling to the last— without a breath
The fragment of an uncreated creature.1
-Percy Bysshe Shelley

This Shelly poem evokes the image of the figure of the Medusa, as a sacred site for
human negotiations between life, death, and sexual difference. For Freud the Medusa was a
“petrifying force,” reducing men to hysteria based in a sexual fear of the defiant female body. A
fear of “enslavement, seduction and the loss of manhood.”2 Amy Adler reminds us that Perseus
kills Medusa not while looking at her but while looking at her reflection on his shield, and she
suggests that pornographic film provides a similar mirror effect, in “taming” the female body
by making it passive, removing its power to return the male viewer’s gaze. Essentially Perseus
removes the “monstrous” threat of the woman’s direct stare; he is now free to look at her
without her looking back at him.3 When women fail to obey they lose their head, this can only
be avoided on condition of total submission.4In this case, the Medusa’s uncanniness exposes
the presumed familiarity of symbolic violence and its reaction to the female and its link to
monstrosity. It suggests a fear of female power and the anti-female message in greek myth
and culture, that still persists to this day.5
1
2
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The uncanny is something well known and familiar that is deliberately forgotten, it
is the belated mark of repression. Freud initially took interest in this phenomenon in 1919
as aesthetics had shown little interest, in that, he argues it has been neglected because it is
neither beautiful nor pleasurable.6 He traced the uncanny back to the dread of castration that
is then projected into the female body, which is perceived as having been already punished by
the father with her castration.7 The uncanny is arguably one’s reaction to their own mortality
stemming from childhood beliefs that have not been overcome, they are superstitions
that should have been collectively grown out of. Primitive beliefs in the sorcery and the
supernatural are quick to resurface despite an evolved intellectual faculty of an adult. Yet an
adult still finds the uncanny impossible to handle and, as it is to be found anywhere, repression
resides in the psyche.8
So why is the power of the female body so threatening? Why is it when women defy
their construct it creates a monstrous quality? The female gaze reveals that it is too frightening
to even contemplate, in that women themselves are uncanny because their bodies are
perceived as already mutilated due to their “lack” or because their gaze reminds them of penis
envy and the precious thing they have to loose.9 Thus, women’s bodies have become the
phallic signifier and the price of the lack is death, in more ways than one. The uncanny female
represents death for men as it wields a dagger against his subjectivity; conversely women are
being sentenced to a living death of imposed silence of submission.10
Feminists are drawn to this obscure notion of the uncanny, as it exposes the symbiosis
of feminine division of self for survival.11 In effect, my work has an innate sense feminine
multiplicity, as she is split into at least two and and is hurled into a melancholic place of
waiting. Giving birth to a sort of angst, with its rendering a nakedness that is aggressively
emphasized by its tactility, is an expression of the feeling of the body’s interior projected in an
exterior space. As a result, my work is inherently uncanny and wields a subversive potential.12
In Laura Mulvey’s “Woman as Spectacle” she confirms that the uncanny can be used as
defensive strategy:
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“Women are constantly confronted with their own image in one form or another, but what they
see bears little relation or relevance to their own unconscious fantasies, their own hidden fears and
desires. They are being turned all the time into objects of display, to be looked at and gazed at and
stared at by men. Yet in a real sense, women are not there at all. The parade has nothing to do with
woman, everything to do with man. The true exhibit of the phallus. Women are simply the scenery
onto which men project their narcissistic fantasies.”13
This conjures this idea of the difference between the “nude” and “naked,” made
famous by Kenneth Clark. Georges Didi-Huberman argues that this separation or distancing
from the spectator is associated with the obsessional idealization of the female nude in art
history. The “nude” operates as a defence mechanism against the sexual desirability of these
nudes, “taming” the body as their interior remain interior. The nude is against a desire that is
entrenched in fear of the “naked” which is in a way threatening, with their visible genitalia,
making the invisible visible leads towards the horror of the body’s insides and internal organs.
The interior is inevitably characterized in terms of violence and horror, “to open a body is
surely to disfigure it, to destroy all its harmony.”14
Lynda Nead argues that: “One of the principle goals of the female nude in art has been the
containment and regulation of the female sexual body. The forms, conventions and poses of art
have worked metaphorically to shore up the female body—to seal orifices and to prevent marginal
matter from transgressing the boundary dividing the inside of the body and the outside, the self
from space of the other.”15
This reveals that when female genitals are exposed and the body fully exposed, it gives
a glimpse into what women’s true sexually can be and that it is too intimidating. Resulting in
his continued control over how her body should be seen and used, in order to maintain his
sense of self and self control. Her seductiveness and beauty has been demonized, making
her out to be a sort of femme fatal, creating this image of a sexually empowered woman
to be inherently wicked. The uncanny and the grotesque in art seem to invert these social
bodily hierarchies; the grotesque body is extended, protruding, fragmented, heterogeneous,
incomplete, open, excessive, incongruent and multiplied16. It is “the body of becoming, process
and change,”17 as Mary Russo put it in her analysis of female grotesques. This inversion of ‘up’
and ‘down’ as well as of ‘inside’ and ‘outside,’ the emphasis on fragmentation and fracture as
13
14
15
16
17
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Conboy, Katie, Medina, Nadia, and Stanbury, Sarah. Pg. 10
Ibid. Pg.10

102

well as on emphasis on re-assemblage transgress boundaries of the body alluding to potential
transformation of the norm.18 With my work, the bisected amputated, chopped-up women
objects endure an intentional defacement to exhibit the common theme of the faceless
woman as a fetishized sexual object seen throughout the history of art. The grotesque body
can be used as a vehicle for exploring the effect of its repression.19
All women go through this fragmentation in one way or another, and it can be used
as a place of commonality among women. Bringing together the segmented, fetishized body
parts and corporeal segmentation draws attention to the ties of female eroticism and its
relation to death and male subjectivity. This reveals a blind spot in the female body’s sexual
economy, as it is transformed into the uncanny.20 Luce Irigarary argues:
“ Woman has no gaze, no discourse for her specific secularization that would allow her to identify
with herself (as same) to return into the self or to break free of the natural specular process that
now holds her—to get out of the self. In her case “I” never equals “I”, and she is only that individual
will that the master takes possession of, that resisting remainder of a corporality to which his
passion for sameness is still sensitive, or again his double, the lining of his coat. Being as she is,
she does not achieve the enunciatory process of the discourse of history, but remains its servant,
deprived of self (as same), alienated in this system of discourse as in her master and finding some
hint of her own self, her own ego, only in another, a You-or a HE-who speaks.21
It again questions female authenticity, is it possible to avoid renewing the same
structures? To take up position of subject without exclusion of the other?22 It reveals the
danger of making female figurative work, as the artist can never be above suspect of
reinforcing negative attributes of women, by creating them into objects for a consumer
age. In the attempt to claim female identity it will inevitably lead to a loss of identity, as an
underlining paradox that women cannot obtain complete uniqueness in order to fulfil the
ideal of heteronormative romance.23 Searching for female identity draws a line between the
quest for identity and the fear of the other, or fear of being other. It constitutes the body as the
site of exteriority as being foreign to ourselves, the existential “not-being-at-home with one’s
self,” of the Dasein.

18
19
20
21
22
23
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Yet there is hope for other possibilities for women, beyond subordination to men in the
primordial dispersed structure of human being in the world Dasein, as Heidegger outlines in
the Being and Time.24 The Dasein means “original being” a primordial dispersed structure of
human where possibilities are left open. According to Heidegger, the Dasein is always already
ahead of itself, always “beyond itself.”25 Dasein suggests that deep down humanity has an
innate desire to transcend the condition of human mortality.26 This can also be related to
Julia Kristeva’s Powers of Horror, where the abject is that which is “ejected beyond the scope
of the possible, the tolerable the thinkable,” it is the messy and unrepresentable, the base of
the sublime. Taken from Kant, the sublime is a place were the imagination is asked to grasp
something it cannot.27 It is a form of knowledge gained independent of experience, a pure
form of sensuous intuitions. It is a place where the body is neither subject nor object. The
abject as well as the sublime have the qualities of the object, in that it is opposed to being the
“I”; it is where meaning collapses.28 Kristeva explains that:
“Abjection preserves what existed in the archaism of pre-objectal relationship, in the immemorial
violence with which a body becomes separated from another body in order to be.”29
The abject is the link between our creative force and the wounds of the feminine self, and the
sublime is a place between transcendence and death.30 It seems it is impossible to escape the
social and biological constructs that our society has in place, but when we use our intuition we
can partially grasp our primordial self. Intuition is the heart of artistic expression, but when we
attempt to analyze our “intuition” the intimacy is lost and is replaced by symbolism. It seems
we cannot escape the dualistic nature of knowledge without it becoming false unto itself.
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Snake Charmer, 2017

Snake Charmer, 2017

Snake Charmer, 2017

Snake Charmer, 2017

Snake Charmer, 2017

She Wolf, 2017

She Wolf, 2017

She Wolf, 2017

She Wolf, 2017

She Wolf, 2017

Sphinx, 2017

Sphinx, 2017

Sphinx, 2017

Sphinx, 2017

Sphinx, 2017

Sphinx, 2017

Plates

Title: What Have I Become
Size: 160cm x 48cm x 33cm
Year: 2014
Medium: Terracotta, underglaze
pencil, glaze, luster.

Title: The Woman That Never Was
Size: 61cm x 44cm x 23cm
Year: 2015
Medium: Porcelain, wire mesh,
glaze, enamel, decal.

Title: Eating Me Alive
Size: 132cm x 76cm x 60cm.
Year: 2014
Medium: Terracotta, underglaze
pencil, glaze, wood, silk.

Title: Will It Ever Be Enough?
Size: 61cm x 43cm x 23cm
Year: 2015
Medium: Stoneware, oil paint,
plaster, epoxy.

Title: The Vessel
Size: 180cm x 34cm x 18cm
Year: 2014
Medium: Terracotta, majolica,
copper carbonate wash.

Title: From Trying to Fix it
Size: 87cm x 88cm 25cm
Year: 2014
Medium: Terracotta, majolica,
copper carbonate wash.

Title: Like Unclaimed Land
Size: 20cm x 50cm x 30cm
Year: 2015
Medium: Porcelain, glaze, acrylic
paint.

Title: Fragmented Self (Back)
Size: 53cm x 105cm x 58cm
Year: 2015
Medium: Stoneware, glaze, gold
acrylic paint.

139

Plates

Title: Untitled Bust
(Bacon Inspired)
Size: 61cm x 43cm x 23cm
Year: 2015
Medium: Terracotta, underglaze
pencil, glaze, wire, decal.

Title: The Woman That Never Was
Size: 60cm x 51cm x 20cm
Year: 2016
Medium: Stoneware, glaze, underglaze.

Title: Chasca
Size: 178cm x 57cm x 30cm
Year: 2016
Medium: Stoneware, barium blue
glaze, oil paint, gold leaf.

Title: In The Name Of
Size: 160cm x 56cm x 36cm.
Year: 2016
Media: Black stoneware, gold leaf,
encaustic, and steel.

Title: Wearing The Grudge Like
A Crown
Size: 82cm x 43cm x 40cm
Year: 2016
Medium: Black stoneware,
glaze,14 k gold luster.

Title: Conquer & Divide
Size: 166cm x 55cm x 35cm
Year: 2016
Medium: Black stoneware, epoxy,
oil paint.

Title: Viscerious (Projection)
Size: 70cm x 35cm x 37cm.
Year: 2016
Media: Video, Pit fired stoneware,
slumped glass, epoxy and pigment.

Title: Allegory Of Prudence (Vessel
Head)
Size: 48cm x 27cm x 22cm
Year: 2016
Media: Stoneware, Underglaze,
glaze, pearl luster.
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Plates

Title: I Am No One
Size: 45cm x160cm x 37cm
Year: 2016
Media: Stoneware, underglaze,
glaze, pearl luster.

Title: Snake Charmer
Size: 86cm x 109 cm x 135 cm
Year: 2017
Media: Stoneware, Underglaze,
Underglaze pencil glaze.

Title: Premordial
Size: 45 cm x 60 cm x 38cm.
Year: 2016
Media: Stoneware, glaze, pearl
luster.

Title: Sphinx
Size: 102cm x 170 cm x 130 cm
Year: 2017
Media: Stoneware, Underglaze,
Underglaze pencil glaze.

Title: Tits, Ass, Skin and Bone
Size: 90cm x 170cm x 120cm
Year: 2014
Medium: Stoneware, sagger fired,
raku, wax.

Title: She-Wolf
Size: 97cm x 83cm x 53cm
Year: 2017
Media: Stoneware, underglaze,
underglaze pencil and glaze.
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